Th e role and work of a director is a relatively new development in the world of theatrical production, with scholars often attributing the advent of modern directorial practice to the Duke of SaxeMeiningen in the late-nineteenth century. Since that time, conceptions of the director's leadership role have been characterized in a variety of ways-from the director as supreme leader, visionary, or committee chairperson to auteur, guru, or dictator. At their core, these descriptions attempt to articulate the often intangible leadership qualities of a director: the ways a director negotiates power within the rehearsal space as well as the larger creative process and, perhaps more importantly, the way the director balances that power dynamic with theatre's inherently collaborative nature.
In recent years, a movement toward more collaborative styles of directing seems to have emerged, documented by texts such as Rob Roznowski and Kirk Domer's Collaboration in Th eatre: A Practical Guide for Designers and Directors (2009) and Robert Cohen's Working Together in Th eatre: Collaboration and Leadership (2010) and shaped in part by increased interest in devised work. Th us, in a theatrical culture increasingly invested in more collaborative models, how does a director negotiate this power dynamic within her leadership role? Th is is the question that undergirds and guides Ric Knowles's Fundamentals of Directing, a concise and engaging text that not only embraces but staunchly advocates for this turn toward a more collaborative director and off ers a useful road map for those interested in embarking upon such an artistic venture.
Fundamentals of Directing emerges from Knowles's extensive career and experience as a theatre scholar, editor/author, and practitioner (director, dramaturg, and occasional playwright); more specifi cally, its content is drawn from a course of the same name that he has taught for twenty-fi ve years. Indeed, Knowles's vast experience as a practitioner and educator is evident throughout Book cover for Fundamentals of Directing . Image courtesy of Playwrights Canada Press; cover design by Christine Mangosing / CMANGO Design the text as he refers to relevant, specifi c examples from his own work and that of other directors whom he has observed in action. To this end, while the book is small in physical size (and thus quite useful for tucking in a rehearsal bag and having on hand for ready access), its content packs a punch. Th e book's fi fteen chapters provide the reader with a swift, succinct, and comprehensive outline of, as the title implies, the "fundamental" elements of the directorial process, from the pre-production tasks of script analysis and initial interactions with designers, to the logistics and practicalities of casting, production meetings, staging, and tech week.
Th e book opens with a forward, cleverly and conversationally written by Nina Lee Aquino, an accomplished director herself and one of Knowles's former students. Here Aquino testifi es to Knowles's deep directorial knowledge and speaks to the applicability of his insights as well as the value of his mentorship. Aquino's conversational style is also a benefi cial entry point for the rest of the text, setting the tone for the chapters that follow. In fact, one of the text's greatest strengths is its honesty in voice and intention. Knowles's writing is incredibly engaging; it is accessible and conversational and includes moments of Knowles's characteristic dry wit, which brings personality and honesty to the text-a feature one does not often encounter in directing textbooks. Both Knowles and Aquino readily acknowledge that this (or any other) book is not a replacement for hands-on artistic work. Rather, they suggest that the text be used "in conjunction with practical labs and workshops" and "as much practical, hands-on apprenticeship and application as possible" (ix). Moreover, throughout the text, Knowles recognizes and reinforces the fl uidity and subjectivity of the artistic process, regularly reminding the reader that each directing project is accompanied by its own unique needs and requirements-a key point to note, especially for beginning directors who may read a text and then feel inclined to use a "one size fi ts all" approach to production work (35). In the foreword, Aquino reinforces Knowles's collaborative vision and approach, noting that his class and now his book "remind directors that we're not alone in doing this work" and that "direction is the art of collaboration and being able to communicate the fruits of that collaboration" (vii) . Each of the subsequent chapters then tackles and unpacks an integral part of the directing process, and throughout these chapters, Knowles clearly and powerfully reinforces his perspective on the director's role and directing as "a collaborative process in which the director serves as a focal point for the project and provides a clearly defi ned context within which all of the collaborators work as contributing artists, producing a whole that is more than the sum of its parts and more than what any individual director might have imagined on her or his own" (2). It is perhaps important to note here that Knowles identifi es the director as "a" focal point rather than "the" focal point, a small but signifi cant semantic choice that further alludes to the contemporary focus on collaborative directing in which the "director is not the sole source of wisdom and inspiration, which can come from anywhere" (3). In fact, throughout the text, Knowles questions the traditional view of the director's role, noting that "unity, generic purity, and individual vision have often been associated with a prescriptive, sometimes even a fascist politics," ultimately asking readers to consider if those elements are "always desirable objectives in a collaborative art form?" (2 ) A second, but no less important, element in Knowles's conception of directing is communicationamong creative team members and between the play and the audience (3-4). In the chapters that follow, Knowles provides concrete tools with which directors can create a space conducive for eff ective collaboration and communication on multiple levels.
Using communication as a central metaphor, the fi rst two chapters-on "Script Analysis" and "Style," respectively-lay the groundwork for both a theory and practice of collaborative directing. Knowles's discussion of script analysis goes beyond basic identifi cations of plot and character; instead, the director should consider how the play's story is communicated, both on the page and, more broadly, in regard to its relationship to its surrounding sociopolitical and historical contexts. In addition to more traditional structural elements, Knowles urges directors to examine a play's inter-texual references, the mode of writing employed, and its semiotic meanings, all of which "open the world of the play into the realm of the social" (12). For Knowles, plays are not selfcontained units; as cultural vehicles, they speak to larger social, political, and ideological contexts, and a director must consider the ways in which a play resonates on all levels in order to determine its style and "its primary modes of communication" for both its creators and audience members (27). Highlighting theatre's social, cultural, and political effi cacies, Knowles cites First Nations director-playwright Yvette Nolan, who suggests "if we can work it out in this play, we can work it out in our lives, too" (6).
While these chapters reference academic theory-such as semiotics and a brief section in a later chapter that describes performance studies and the performance of everyday life-Knowles provides just enough information for the reader to understand the theoretical concept and then deftly provides a practical example to ground and concretize the theory. Th is exploration of the overlap between theory and directing practice sets the text up well for use in academic classrooms. Moreover, it crosses the divide that has historically and notoriously separated theatre scholars and practitioners.
Following the "Script Analysis" and "Style" chapters, Knowles walks the reader through the production process, providing a wealth of insights but without making those tips appear trite or simplistic. Often, his advice is framed by questions for the director to consider, a writing strategy that models Knowles's advice to "ask questions before raising objections" and that draws the reader into conversation with the text-ostensibly making reading the book a collaborative endeavour in itself (47). He covers pertinent aspects of the rehearsal process, including strategies for "Planning the Process" of auditions and rehearsals (Chapter 3); best practices for "Talking with Designers" (Chapter 4); tips for "Auditioning and Casting" (Chapter 5); approaches for the "First Meeting" and initial rehearsals (Chapter 6); reminders for work throughout the process in "Production Notes, Production Meetings, and Fittings" (Chapter 7); and methods of working with actors on "Character, Role, and Task" as well as staging and movement concerns, such as "Space, Blocking, and Proxemics"; "Stylized Movement"; and "Scene Work and Problem-solving" (Chapters 8-11). Of particular note in these sections is a discussion of the "increasing and healthy trend" of incorporating "movement designers"-artists whose work spans the gap between choreography and blocking ctr 167 summer 2016
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and who "develop, refi ne, and implement the show's movement vocabulary"-in the creative process (99). Th is section further demonstrates Knowles's awareness of contemporary developments in the fi eld and reinforces the book's overall focus on creative collaboration, as Knowles encourages movement designers to work closely not only with the director but also the actors, sound designers, and composers to create truly integrated movement for the production. Chapters that address the fi nal, refi ning moments of the process round out the text, including tips for "Working with Sound, Light, and Projections" and managing the potential chaos of "Tech Week" (Chapters 13-14) . Simple sketches by Pat Flood eff ectively illustrate references to staging strategies and theatre layouts in these chapters, and while I was initially surprised not to see production photos (a common feature in directing texts), I found Flood's sketches easy to read and eff ective in creating a consistent aesthetic look and demonstrative of a close collaboration between author and illustrator. Moreover, by not including production images, the text does not privilege certain director's work over others-a choice that seems particularly apt when one considers Knowles's diverse scholarly interests and advocacy for the recognition of inter-and multicultural theatre practices as well as his larger point about attending to each production's unique needs.
1 Th e book jacket claims that Fundamentals of Directing is intended for "aspiring directors in the professional world of Canadian theatre," and those new to directing will certainly fi nd the text benefi cial for its lists of tips and strategies for eff ective artistic collaboration. However, more experienced practitioners can also gain valuable insights and reminders from the text. But does it only apply to Canadian theatre directors? As a respected Canadian scholar and prolifi c writer-editor, Knowles 
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an added benefi t in that it could potentially expand the awareness of Canadian theatre.
Th e inclusion of two appendices provides a further testament to Knowles's awareness of contemporary developments in directing and reinforces the importance of a collaborative directorial model. Th e fi rst off ers an overview of best practices for working in new play development-a burgeoning area of theatre (and therefore one in which many new directors will likely fi nd themselves working) that demands high levels of collaboration as the director works closely with not only actors and designers but also the playwright. Th e second appendix considers the director's role in the devising process-another area of theatre creation that has grown in popularity and garnered signifi cant attention in recent years and, like new play development, requires the director to assume leadership in highly collaborative, often non-traditional artistic settings.
Although many directing text books exist-such as Michael Bloom's Th inking Like a Director , William Ball's A Sense of Direction , and Katie Mitchell's Th e Director's Craft -Knowles's Fundamentals of Directing is an important contribution in the way it concisely and engagingly summarizes the director's work from start to fi nish and, more importantly, off ers insights that are indicative of contemporary turns in conceiving the director's role as an expert collaborator and communicator who is conscious of theatre's larger sociocultural and political contexts. Th roughout the text, Knowles reinforces the importance of consistent and clear communication and, more subtly but perhaps most signifi cantly, the importance of trust and attention to relationship-building that a collaborative director must nurture to work eff ectively.
Note
